singling out of the story from among all of the Troll Garden stories and Cather's other early short stories, has puzzled some. What made Jewett, a master of the short story form, find depth, complexity, and potential for the Cather's future achievement in it? One possibility is that she, unlike later critics and literary historians, recognized the allusion to Parsons.
I will return later to the question of how Cather's tip of the hat to him functioned both to create meaning within her story and to position her as an author in the literary field, but it is significant that Jewett was among the select few equipped to recognize this allusion to an obscure New England poet. ***** Parsons was born in Boston in 1819 and attended the Boston Latin School. 5 In 1836, instead of enrolling him in an undergraduate course of study, his father (an English immigrant) took him on a European grand tour, on which he first encountered Italy, the Italian language, and the poetry of Dante, which would become a lifelong obsession. Longfellow, Lowell, Norton, and Oliver Wendell Holmes. In the words of his friend and fellow poet Louise Imogen Guiney after his death, "the high-minded group who made the illustrious Boston and the Harvard University of forty and fifty years ago were his friends, and from them he had always the sole recognition which he found good." 7 As the first editor of the Atlantic Monthly, Lowell was at the helm when "The Sculptor's Funeral" appeared there. 8 Longfellow modeled the character of "The Poet" in his Tales and "spent long evenings of wine and conversation." 12 Parsons memorialized these long nights when he and Crawford "roved and dined on crust and curds" in his poem commemorating Crawford's death. 13 At the time of his death, Crawford had completed plaster models for another major commission, statuary for the U.S. Capitol Building, including the figure of "Freedom" that sits atop the Capital dome, but the bronze castings from his plaster models were not made until after his death. 14 At his public funeral in New York, the subject of Parsons's poem, Sumner was one of the honorary pallbearers. What did Cather gain through this allusion? As Wolfgang Karrer argues in his study of titles as "intertextual devices," "quoting titles" occupy "privileged and hierarchical slots in text," often "overcoding" an entire text and potentially signaling "structural reproduction." 25 Cather's quotation of Parsons's title invites readers to consider both function "in two discrete ways, signifying within the work and outside of it." 34 Cather's title signifies so transparently "within the work" that it has seemed to require no further explanation. As Pucci also argues, however, an allusion only becomes an allusion "in the mind of the reader, who is reminded by virtue of shared language of a connection between a later set of words and an earlier set of words, and who configures on his own terms the interpretive outcomes of this connection." 35 Pucci does not, in the fashion of high poststructuralist theorists of intertextuality, take the author and questions of intention out of this equation. 36 Instead, he argues, "allusion begins and ends in a work written by an author; it is not some free-floating mass of literary potential, autotelically actualizing
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itself, but rather a discrete literary phenomenon that partakes of the internationalities of both reader and author." in which "the only audience aimed at is other producers" and "the economy of practices is based, as in a generalized game of 'loser wins,' on a systematic inversion of the fundamental principles of all ordinary economies." 45 The reviewers repeatedly point both to Parsons's entire lack of interest in the popularity of or profit from his poetry and the high esteem in which fellow poets held his poetry. That is, they point to the symbolic capital (Bourdieu's term) he and his poetry accrued because only the knowing few, his fellow producers, recognized the value of his work. In affiliating herself with Parsons through the title of her story, Cather signaled to the knowing few who would recognize, and thus complete, the allusion that she aspired to be an autonomous artist who cared only for the recognition of fellow artists.
Cather's story incorporates these dynamics into its plot in a way that Parsons's poem does not. The people of Sand City do not value Merrick's art because it has not produced profits even though the distinction conferred on Merrick by his peers puts Wendell Holmes" became more than a list of names that "sounds like something in a school-book." Instead, they came to seem like "very living people." 48 Although her recollected sentiments here seem to be genuine, the opening of "148 Charles Street," in which Cather presents herself as being taken, quite by chance, into the home of someone she assumed to be long dead, is a carefully wrought fiction. In Cather's first letter to Annie Fields, she confirmed an appointment to see her and wrote apologetically, "You will not think me importunate for having telephoned so often, will you? You see I have wanted to know you and Miss Jewett for so many years, and as my time is short now I cannot bear to go away without having seen more of you." 50 Cather that it "stands alone a head higher than the rest" of the stories in The Troll Garden. Greenleaf Whittier, the schoolroom or fireside poets because families read their poetry together and students recited it in schoolrooms. As a result they lost their prestige and largely disappeared from literary history and university teaching anthologies. 70 
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